This quartet is absolute music, which is music that is dependent only on its structure for comprehension and not associated with extra-musical ideas or emotions. It uses unconventional techniques, lacking traditional melodies and harmonies, that challenge both performers and listeners to interpret the music in non-traditional ways.
traditional formal structure to produce an aesthetic that is interesting to both listeners and performers. The music is absolute. There is no reference to emotions or ideas, and it is the opposite of programmatic music. The notes themselves and the way they are treated, along with phrase structure and overall form, are the focal points of the piece.
Performers of the piece are challenged to interpret it in non-traditional ways that will yield a different version of the piece each time it is performed, therefore making each performance a premier performance for listeners. There is no focus on traditional harmony. Instead, the focus shifts to how the music creates tension and resolves it. This is accomplished through form, by strict motivic development of the motifs, and by generating different aesthetics in tone color through the use of timbre, texture, tempo, meter, dynamics, transposition, and the idiomatic use of bowed string instruments.
The form of the piece is A-B-Aʹ, otherwise known as Rounded Binary form. The choice to use a simple structure counters the non-traditional use of melody and harmony or the lack thereof. In other words, it keeps the intentional chaos from getting out of control. The section divisions, however, may not be immediately clear upon the first listen, or initial score examination. But they are clear and obvious once you recognize them. The listener can then, without interruption, be absorbed into a single, fluid piece from beginning to end. The sections are based upon the use of meter/no meter, motivic development, and/or varying tempos throughout the piece. Each section utilizes different methods of motivic development.
The first A-section ends at measure 7 after the first four motifs are introduced, repeated, augmented and diminished, and passed twice amongst the instruments. It incorporates the use of varying tempos occurring simultaneously between the instruments. There is no meter. As each motif is introduced, it receives a tempo range that, as the performer repeats, varies with each pass. Inevitably, as more motifs occur, the variation in tempo increases as the rhythm of the other performers pulls each performer away from his or her rhythm.
Motivic development occurs in measures 5 and 6 with the use of augmentation, diminution, transposition, and retrograde. There are four motifs that enter one after another. These motifs will hereafter be identified in the order in which they appear. The motif stated first in the viola part will be motif 1, the second violin's motif will be motif 2, the cello's motif will be motif 3, and the first violin's motif will be motif 4. In irony as the first section has no meter, but has a clear sense of pulse within each motif, but now has meter, but no sense of pulse. The restatement of motif 1 is a unifying factor that prepares for the ensuing development. And, it signifies that motif 1 is the primary motif to which the piece will come back to in the end.
The viola enters at measure 14 and the cello's ostinato phrase is in diminished form. It is delayed by three beats from the cello to create rising tension. After one statement of the phrase the viola begins similarly at measure 21, but diminished by half of the note values. At that same point, the phrase is passed to the second violin, which, in turn, states it one time. The first violin enters at measure 20 with harmonic tones that serve to double, at a higher register, notes from the cello part. The role taken here is to add texture and color and not to add another layer in the tension. However, at measure 22, the first violin, while still doubling notes from the cello, hints at motif 1 with a quiet pizzicato tone in sixteenth note rhythm.
At measure 28, all parts begin to fully develop using all the tools of motivic development, borrowing clips from all four of the original motifs. The tempo slows slightly, but the rhythm of the notes increases and all parts become busy, except for the cello that still holds an ostinato. Tension is rising and, traditionally, it would be 
